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INTRODUCTION 



^J^pHE genius of the Dutch School, as 
the painter Eugene Fromentin 
pointed out in his Maitres d' Au- 
trefois, expressed itself in the portrait: 
portraiture not only of its citizens, its 
prosperous burghers and its jolly house- 
wives, its lusty scholars and statesmen, but 
also of the outward aspect of the land, its 
canals and its fertile meadows, its houses 
and its interiors, its craftsmen and its 
tradesmen, its customs and manners, its 
fairs and kermesses and taverns. The rise 
of the Dutch School in art coincided with 
the expansion of Holland into a distinct 
national entity. It was a period of intense 
national spirit, stimulated by frequent 
wars and stirring times, and fostered by an 
increase of political independence and ma- 
terial prosperity. What are their land- 
scape paintings but glances of joyful pride 
at the fertile lands they fought and labored 
for, their sea-pieces but pictured manifes- 
tations of a source of power and wealth, 
their portraits and genre-pieces but expres- 
sions of an awakening consciousness they 
had discovered in themselves? 

The Dutch seem to have had a passion 
for the literal and the external. It is sig- 
nificant of this surpassing interest in ex- 
ternals that they gave little or nothing to 
the world at large in the way of music and 
literature; their great contribution was in 
the domain of graphic art, which, with its 
emphasis on form and materials, is the 
most outwardly tangible of all the arts. 
Again, with their literal-mindedness, the 
Dutch responded early to the modern sci- 
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entific attitude of patient inquiry, attention 
to the minutest details, dispassionate ob- 
jectivity seeking neither to ennoble nor to 
degrade but to represent things as they are. 
In their appreciation of art there was little 
interest in myths or legends or symbols; 
rather there was a craftsman's joy in a fine 
thing finely done, an attentive curiosity 
about the relations of things, an extension 
of the domestic virtues, as it were, into 
standards of art, sanity, familiarity, sin- 
cerity, and probity. With such aims and 
aspirations it is not at all remarkable that 
a group of artists were trained who could 
paint and draw marvelously well. 

But where does Eembrandt fit into this 
picture of Dutch art and character! How 
can a visionary, an extremist who re-lives 
in his imagination all that is profoundest 
in human thought and feeling, ever con- 
form to the ideals of scrupulous unimpas- 
sioned representation? It is small wonder 
that Hercules Seghers, Rembrandt, and 
Euysdael were left to die in poverty; sane 
level-headed Hollanders would have none 
of such abnormal dreamers. Eembrandt 's 
influence on his time and country was neg- 
ligible. So far out of touch with his con- 
temporaries was he that three centuries 
elapsed before there was a response to his 
stimulus. Dutch artists like Maris and 
Israels and Bauer are Eembrandt 's first 
real pupils and disciples. Maris' dream- 
like evocations, Israels' tenderly profound 
insight into child and peasant life, and 
Bauer's imaginative fantasy may all be 
traced to the same fructifying impulse. In 
the light of their achievement and his uni- 
versal recognition, we may now say with 
assurance that Eembrandt has indeed 
come into his own. 

Carl Zigbosser. 
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REMBRANDT. 

Eembrandt Harraenz van Eijn was born at Ley- 
den, July 15, 1606. He was the son of a miller 
who lived close to the western gate of Leyden, 
immediately behind his miU, which crowned the 
rampart of the town. Young Eembrandt 's inclina- 
tion for art triumphed over his parents' prefer- 
ence for service to the state as a profession. So 
he studied under Jakob van Swanenbureh and 
Pieter Lastman — neither of them painters of the 
first rank. 

In 1630 Eembrandt moved to Amsterdam, and 
in 1634 he married Saskia van Uilenburg, who 
came of a good Friesland family. Saskia lived for 
only eight years after her marriage — she died at 
Amsterdam in June, 1642, leaving Eembrandt a 
son named Titus, who was brought up by his father 
in his own profession, but did not distinguish him- 
self as an artist. 

It is to the period after Saskia 's death that we 
owe the marvelous series of landscapes which, per- 
haps more than anything else, rank Eembrandt as 
the supreme master of etching. It is one of the 
chief glories of Eembrandt 's landscapes, as it is 
also of his portraits, that he completely loses him- 
self in his subject. 

Eembrandt 's material fortunes, which had de- 
clined steadily since the death of Saskia, grew 
worse and worse, and in 1656 he was declared in- 
solvent. His house in Breed Straat, his furniture, 
his pictures, and everything else that he possessed, 
were sold at auction. After his estate was settled 
his son Titus received as his heritage a sum 
equivalent to about £280, and Eembrandt was left 
to begin life anew. In spite of evil fortune, 
however, it was of this period that Seymour Haden 
— with his usual vehemence of expression — said: 
"In the latter part of his life he painted almost 
like a god ! ' ' 

There is much obscurity as to his doings in 
these latter years. It is believed by some that he 
married his former servant, Hendrickie Jaghers. 
It is known that she took care of him for many 
years when he was poor and in disrepute, and some 
of the most beautiful paintings that Eembrandt 
has left us are portraits of Hendrickie. 

The great master died at Amsterdam in 1669. 

Throughout Eembrandt 's life his etching went 
hand in hand with his painting. His etchings are 
just as true an expression of the man as his paint- 
ings, perhaps truer, being more intimate. 

1 Landscape with Cottage and Large Tree. 

Pen and wash drawing on toned paper. 

From the collections of W. Esdaile, Sir Thomas 
Lawrence, C. S. Bale, and J. P. Heseltine. 

Height, 4l^ inches; width, 7% inches. 
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"Kembrandt's drawings show the artist in closest touch 
with life and nature in its accidental and passing phases. 
In his etchings and pictures he may often have worked 
as directly from nature, but the tendency in the larger and 
more formal works would be to generalize on the basis of 
his studies, and to leave the accidental for more absolute 
standards. As direct transcriptions of nature with the 
smallest means at an artist's disposal, Rembrandt's draw- 
ings are unrivalled. In a few summary lines he presents 
form and action in their most essential characteristics; 
what is more, he expresses the vital principle underlying 
form and pervading action with inevitable incisiveness and 
significance of touch." 

A. M. Hind, Rembrandt's Etchings. 

2 Abraham's Sacrifice. (BartschNo. 35) 

(Hind No. 283) 

Signed and dated Eembrandt f. 1655, 

"By its grandeur and originality of invention and com- 
position it may well take rank as one of Rembrandt's 
finest plates. . . . Independently of its very fine com- 
position, and the magnificent style in the drawing of 
Abraham and the Angel, this plate may be easily recom- 
mended as a fine example of the free etched line which 
is everywhere perfectly frank and full of vital energj-." 
P. G. Hamerton, Remhraiidt. 

3 The Presentation in the Dark Manner. 

(B. 50) (H. 279) 

Done about 1654. Only state. Brilliant impres- 
sion. Duplicate from the British Museum. 

"Like the Glasgow Achilles, this print would serve as an 
illustration of Rembrandt's experiments in reducing the 
general tone of a design to accentuate the brightness of 
the highest light. The standing attendant with the crozier 
is one of Rembrandt's noblest creations. The plate also 
serves to show how certain effects of flashing, glittering 
color can be rendered almost deceptively by mere black 
and white." 

C. J. Holmes, liotes on the Art of Rembrandt. 

4 Christ Among the Doctors. (B. 65) (H. 257) 

Signed and dated Eembrandt f. 1652. First state 
before the plate was disfigured by foul biting at 
the top and right. On paper watermarked with 
Head of FoUy. 

"Magnificent: its simplicity should be compared with 
the studied arrangement of the 1630 plate, as its variety 
of individual characterization may be contrasted with 
the generalized types of the earlier piece. Cunning, 
pedantry, stupidity, senility, and fanaticism have never 
been more concisely presented." 

C. J. Holmes, Notes on the Art of Rembrandt. 

5 Christ Preaching. (B. 67) (H. 256) 

Done about 1652. Only state. 

"Though less important than the Hundred Guilder 
Print, the Christ Preaching is certainly as strong as, if 
not stronger than, its great companion in its drawing of 
human character. The profound attention of the as- 
sembly, the marvelous expressions of their faces as they 
listen to the words of Christ, make an impression upon 
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us that cannot be forgotten, and we are as if we ourselves 
were there listening to what the great Preacher has to 
say," Atherton Curtis. 

"His drawing makes itself overlooked, but overlooks 
nothing. He is excellently physiognomic. He expresses 
and characterizes in their individuality traits, looks, atti- 
tudes, and movements ; that is to say, the normal habits 
and passing accidents of life. His execution has the 
propriety, the loftiness, the close tissue, the power and 
concision natural to craftsmen who are past masters in 
the art of fine language." 

Eugfine Fromentin, Les Maitres d'Autrefois. 

6 Descent from the Cross by Torchlight. 

(B. 83) (H. 280) 

Signed and dated Eemhrandt f. 1654. Only state. 
Superb impression with wide margin. 

"Very grand in idea. Note especially the hand reaching 
out from the darkness, and the rigid lines of the empty 
bier. Yet the blackness of the shadows does not blend 
quite happily with the lighter portions of the plate, so 
that it has not the unity of his most perfect works." 

C. J. Holmes, Notes on the Art of Rembrandt. 

7 Christ Appearing in the Midst of His 

Disciples. (B. 89) (H. 237) 

Signed and dated Bem'brandt /. 1650. Only state. 
Splendid luminous impression. 

"The miraculous presence is at last perfectly suggested 
with the greatest possible economy of means. Force, char- 
acter, and luminosity are attained without contrast or 
labor; indeed, in its treatment of light it is the most 
modern of Rembrandt's works." 

C. J. Holmes, Notes on the Art of Rembrandt. 

8 The Golf Player. (B. 125) (H. 272) 

Signed and dated 'Rembrandt f, 1654. 

"The Golf Player is ... a fine sketch in which every- 
thing is subordinated to the play of reflected light.** 

C. J. Holmes, Notes on the Art of Rembrandt. 

9 The Little Polander. (B. 140) (H. 138) 

Done about 1635. First state of two with the 
plate edges irregular. Splendid proof with wide 
margin. 
From the eoUection of A. Artaria. 

"Good, delicate work, in the manner of the small Cruci- 
fixion and perhaps of the same date." 

C. J. Holmes, Notes on the Art of Rembrandt. 

10 Woman Preparing to Dress after Bathing. 

(B. 199) (H. 297) 

Signed and dated Semhrandt f. 1658. Splendid 
impression on Japan paper. Duplicate from the 
British Museum, Sheepshanks collection. 

"Note the masterly arrangement and study of lighting 
for which this wonderful plate is the pretext. All details 
of structure are lost in the blaze of light which illumi- 
nates the piece, and the drawing once more is rightly not 
structural. This force and splendor, it should be noticed. 



are obtained without the help of dry-point. Half merged 
in the glowing atmosphere, the rude back of the settle, 
with the black felt hat beneath, takes on the majesty of 
one of Turner's castled crags at sunset." 

0. J. Holmes, Notes on the Art of Rembrandt. 

11 Woman with her Feet in the Water. 

(B.200) (H.298) 

Signed and dated Bemhrandt /. 16S8. Only state. 
Proof on Japan paper. 

From the collection of Dr. A. Straeter. 

*'Another fine study without dry-point, more modern, and 
perhaps more prosaic in its realism than B. 199. It an- 
ticipates Courbet and, in a sense, Millet also." 

C. J. Holmes, Notes on the Art of Rembrandt. 

12 Six's Bridge. (B.208) (H. 209) 

Signed and dated Bemhrandt f. 1645. From the 
collections of the Earl of Aylesford and another 
not mentioned by Fagan. 

"To the same year — 1645 — belongs the well-known Six's 
Bridge, a plate in which the pure bitten line, with no 
close hatching or shadow effect, is given full play. Of 
its kind, this is a perfect etching. Every one knows the 
story of its being done while Six's servanf went to fetch 
the mustard. But there is nothing hasty or incomplete 
about it; the masterly economy of lines is perfectly satis- 
fying in its absolute directness and simplicity. There is 
great pleasure in contemplating a work like this, so clean, 
so free from any superfluous element." 

Laurence Binyon, Rembrandt's Landscape Etchings. 

13 Landscape with a Sportsman. (B. 211) (H. 265) 

Done about 1653. Superb impression. From the 
Alfred Hubert collection. 

14 The Three Cottages. (B. 217) (H. 246) 

Signed and dated Bemhrandt f. 1650. Superb im- 
pression on paper watermarked with the Head of 
Folly. From the Schloesser, Galichon, and von 
Lanna collections. 

"In contrast with this is another plate of the previous 
year — The Three Cottages — where the dry-point is freely 
used to give color and softness to the thatched roofs, 
checkered with the shadow of an old tree. But it is the 
great fulness of shadow in the noonday, not its gloom, 
which is the motive of this etching." 

Laurence Binyon, Rembrandt's Landscape Etchings. 

15 Landscape with Square Tower. (B. 218) (H. 245) 

Signed and dated Bemhrandt f. 1650. Splendid 
impression. From the Broadhurst collection. 

"In tlie Landscape with Square Tower a building domi- 
nates — an old tower of rather blunted outlines such as 
Rembrandt loved to crown dark hills with in the visionary 
landscapes of his painting." 

Laurence Binyon, Rembrandt's Landscape Etchings. 

16 Landscape with Ruined Tower and Clear 

Foreground. (B.223) (H. 244) 



Done about 1650. Fine impression. From the 
Alfred Seymour collection. 

"The print, which, for well-considered breadth and main- 
tained unity of effect (not so much for dainty finish), is 
the 'last word' of landscape art, the perfect splendid 
phrase which nothing can appropriately follow, after 
which there is, of necessity, declension — if not collapse." 
Frederick Wedmore, Fine Prints. 

"In the earlier states the cupola and the barns in front 
of it make up so strong a group that the eye is drawn 
away from the real motive of the plate. By suppressing 
the cupola and strengthening the sky in the later states, 
Rembrandt has concentrated the effect on the dark land- 
scape to the left, and has improved the result enormou.sIy, 
though sacrificing an obvious rhythm of line which the 
cupola emphasized. A masterly plate." 

0. J. Holmes, Notes on the Art of Rembrandt. 

17 The Mill. (B. 233) (H. 179) 

Signed and dated Rembrandt f. 1641. Only state. 

"A lesson in the variety of linear methods which are 
needed to get richness and texture in a simple subject. 
The ideal of large spacing in landscape leads to vacuity 
and mannerism unless we keep in constant touch with 
nature. Here great simplicity of design is employed, so 
Rembrandt calls in all the resources of his art as a 
draughtsman to secure the texture and details of nature 
without belittling the broad general scheme of the print." 
C. J. Holmes, Notes on the Art of Rembrandt. 

18 A Canal with Swans. (B. 235) (H. 238) 

Signed and dated Rembrmidt f. 1650. Superb im- 
pression on Japan paper. 

"Several of the master's exquisite etchings of landscape 
are dated 1650 . . . the little print, so charming in its 
simplicity, of the Canal with the Hwans." 

Knackfuss, Rembrandt. 

"In the mountainous landscape behind, we may still trace 
the influence of Hercules Seghers." 

C. J. Holmes, Notes on the Art of Rembrandt. 

19 Dr. Faustus. (B. 270) (H. 260) 

Done about 1652. First state of three before ad- 
ditional shading on the book to the right. 

"Like all great works of the master this print is steeped 
in mystery and glows with magic and wonderment. It 
disturbs and transports every one who looks at it, even 
as with Faustus himself, into a mood of restless expect- 
ancy. The artistic execution is at once powerful and 
restrained. The shadows seem alive, and the vague haze 
which pervades all objects evokes a vision of those old 
laboratories of the alchemists where the truth appeared 
only in the glow of fire and the veil of smoke." 

fimile Verhaeren, Rembrandt. 

"The whole of Rembrandt is in his engravings — his mind, 
tendencies, imagination, reverie, good sense, chimeras, 
difficulties of rendering the impossible, realities in noth- 
ingness. It is the same craftsmanship, the same set 
purpose, the same carelessness and insistence, the same 
strangeness of style, the same desperate and sudden suc- 
cess achieved by expression." 

Eugene Promentin, Les Maitres d'Autrefois. 
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20 Clement de Jonghe. (B. 272) (H. 251) 

Signed and dated Eemhrandt f. 1651. Third state 
before additional shading below the arch. Beauti- 
ful impression. From the Artaria collection. 

"As to the portrait of Clement de Jonghe which Rem- 
brandt etched, one has no need to remark how fortunate 
is the arrangement or how beautiful the effect, how im- 
posing the pensive expression of this personage, whom one 
would so little suspect of being a merchant occupied with 
the prosaic details of his business, and to whom Rem- 
brandt — who always idealized nature according to his 
own ideas — has been able to give, as in the case of the 
Young Haaring, an air of reverie so profound and the 
austere melancholy of a philosopher in meditation." 

Charles Blanc, Rembrandt. 

21 Ephraim Bonus, (B. 278) (H. 226) 

Signed and dated Rembrandt f. 1647, Superb im- 
pression. From the de la Motte Fouque, Alferoff, 
Straeter, and Marsden J. Perry collections. 

"Two etchings, only, bear the date of 1647, but these two 
are of capital importance. One is the noble portrait 
Ephraim Bonus and the other the not less remarkable 
Portrait of Jan Six. . . . These two etchings are both in 
full tone. Ephraim Bonus was a Jewish physician; he 
has been to see a patient, and is still, perhaps, reflecting 
on the case as he pauses with his hand on the banister of 
the stair. The plate looks like an etching from a picture, 
and there is in the Six collection a portrait of Bonus in 
the same attitude painted by Rembrandt, on the same 
scale as the etching." 

P. G. Hamerton, Rembrandt. 

22 Rembrandt's Mother turned to the Right. 

(B. 343) (H. 52) 

Signed R. H. L. /. Done about 1631. Third state 
before the plate was cut to an oval. From the 
Gawet, Boehm, and Firmin-Didot collections. 

"Look at Rembrandt's Mother turned to the Right: was 
ever mother so nobly immortalized by the etching needle? 
The tender protective spirit of all motherhood is not sug- 
gested, perhaps as it is in Whistler's mother, but here, 
one feels, are just those wise and beautiful qualities of 
reverend and experienced age that one can imagine 
Rembrandt wished to realize in his mother. And how 
simple and dignified the treatment, with all the relative 
blacks of the costume!" 

M. C. Salaman, From Rembrandt to Whistler. 



LUCAS VAN UDEN. 

"Lucas van Uden, of the School of Flanders, was 
born at Antwerp in 1595. He was the son of a 
painter, who was his first master and whom he very 
quickly surpassed: being unable to make further 
progress at home he went into the country and 
studied directly from nature. He was in the habit 
of working in the fields from daylight until dark. 

"Van tJden has a delicate touch, and his foliage 
a great deal of movement. His landscapes usually 
show a great extent of country, with clear skies and 
distances. . . . 

"The prints which this painter has left us and 
which are usually landscape subjects have all the 
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qualities of his pictures. The exact number of his 
plates has not been determined. It is the rarest 
thing in the world to find any considerable number 
of them together. The greatest collections contain 
only about twenty or at the most thirty pieces. ' ' 

Bartsch. 

23 Landscape with a Little Bridge. (B. 45) 

Bartsch considered this and the following print 
among the best of Van Uden 's work. 

24 Landscape with a Shower. (B. 47) 

"In sharp contrast to the many Italianized paint- 
ers of the Netherlands, the landscapes of Lucas 
van Uden bring the Flemish home again to its 
right. Vigorous treatment of the trees in the 
foreground, a delicate haze and tender handling of 
the distance. ' ' 

Kristeller, Kupferstich und Bolzschnitt. 



JAN VAN GOYEN. 

"Van Goyen was born at Leyden in 1596. While 
still young, he made a journey through France, and 
on his return received some final instruction from 
Esaias van de Velde. After a short stay at Haar- 
lem he settled at Leyden, where he married in 1618. 
He died at The Hague in 1666. Van Goyen was 
one of the earliest Dutch landscape-painters. He 
has etched a few landscapes. ' ' 

Bryan, Dictionary of Painters and Engravers. 

25 The Embarkation. 

Black crayon drawing on yellowish paper. Signed 
V. G. 1651. This little pencil sketch of Van Goyen 
has the same atmospheric quality which has made 
his paintings so famous. 

Height, 5% inches; width, 7% inches. 



■PIETER MOLYN, THE ELDER. 

' ' Pieter Molyn was born in London some time 
before the year 1600. He left England and went 
to Haarlem, where in 1616 he entered the Guild, of 
which he became president in 1633. He died at 
Haarlem in 1661. He painted landscapes in a very 
pleasing style, his foregrounds being enriched with 
buildings and ruins in the style of Jan van Goyen. ' ' 
Bryan, Dictionary of Painters and Engravers. 



26 Dune Landscape. 

Pencil and wash drawing in monochrome. From 
the collection of the Baron von Lanna. Drawn in 
the spirit of calm serenity so characteristic of 
Dutch landscapes. 

Height, 5% inches; width, 7% inches. 

HENDRIK NAEUWINCX. 

' ' The birthplace of this Dutch painter and etcher 
is uncertain ; but it was either Utrecht, or more 
probably Schoonhoven, and the date of his birth 
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about 1619. Immerzeel quotes very high prices as 
having been paid for pictures by Naeuwincx, which 
consist of landscapes, towns, villages, etc. He is, 
however, more generally known by his drawings 
and etchings, in which the point is used with great 
delicacy. ' ' 

Bryan, Dictionary of Painters and Engravers. 

27 Scene on a River. 

Pencil and wash drawing in monochrome. Signed 
H. Naeuwincx fc. From the collection of the 
Baron von Lanna. Height, 4% inches; width, 6^4 
inches. 

ALLART VAN EVERDINGEN. 

"With Allart van Everdingen (1621-1675) we 
reach a new element in Dutch landscape. Working 
under Pieter Molyn at Haarlem, he began by paint- 
ing marine subjects ; and with a view to increasing 
his knowledge of the sea, took ship on the Baltic. 
But a storm drove him to Norway; and there for 
some time, taking advantage of misfortune, he lin- 
gered traveling and sketching. 

' ' Before 1645, however — that is, before he was 
twenty-five, Everdingen was back in Haarlem. He 
now began to paint pictures from his Norwegian 
sketches: and to the Dutch public this Northern 
scenery disclosed a novel charm. Used to wide 
pastures and ample skies, they found a romantic 
strangeness in tumbling streams among rocks and 
pine-forests, where the sky was shut off by moun- 
tain slopes. ' ' Laurence Binyon. 

28 The Pointed Rock by the Water. (D. 62) 

First state. Fine impression. From the Liphart 
collection. 

29 Three Travelers at the Base of a Great 

Rock. (D. 70) 

First state. Pine impression. From the Scheike- 
vitch collection. 

30 Two Peasants on a Hill-top. (D. 71) 

First state. Fine impression. From the Scheike- 
vitch collection. 

31 The Sagging Cottage. (D. 77) 

First state. Fine impression. From the Scheike- 
vitch collection. 

"The Sagging Cottage is particiTlarly distinguished by 
the sense it conveys of openness and space, notwithstand- 
ing an embroidery of detail which leaves practically no 
sky visible." 

C. H. CaiTin, Allart van Everdingen. 



ANTON WATERLOO. 

Bom at Lille, 1609. 

' ' Anton Waterloo attained his principal effect 
through the delicate representation of the foliage 
of trees. Granted that many of Waterloo's plates 
are much the same, still certain ones, in fine early 
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impressions, by their carefully observed lighting 
and the alluring transparent handling of the 
shadows in the foliage, make a peculiarly charming 
impression. ' ' 

Kristeller, Kupferstich und Holsschnitt. 

32 Tobit and the Angel. (B. 134) 

Bich impression. From the Schroeter collection. 

33 Elijah Fed by the Ravens. (B. 136) 

Beautiful impression from the Theobald sale. 

"The favorite subjects of Waterloo are forest scenes, in 
tlie rendering of whicli he was a veritable master. One 
finds here all the truth of nature, especially in the foliage 
which he represents in the most admirable manner. He 
rarely chooses a subject representing a great extent of 
country: a little corner of the forest, part of a brook, the 
banks clad with verdure, a rock, an isolated village situ- 
ated on the bank of a canal, a hermitage, these are the 
subjects which he etched by preference." 

Bartsch. 

JAN BOTH. 

"We find here the beginnings of that school of 
landscape, 'Arcadian' as Bode calls it, which so 
soon received its fullest and most perfect expres- 
sion in the large and tranquil art of Claude. . . . 

' ' The most conspicuous and important man in 
this group is Jan Both. He was a man of Utrecht, 
where he was born in 1610, and where he died in 
1652. Quite young he left the studio of his master 
Bloemart and traveled through France to Rome. 
There the soft sunshine of Claude fascinated him 
and he began to follow in the footsteps of that 
famous painter. . . . 

' ' From Claude, Both had learned how to pro- 
duce, with a nice management of the acid, an ex- 
quisite softness in his distances. The atmosphere 
is limpid and bathed in sunshine, and the fore- 
grounds are suggested with that light touch and 
selection of detail which are first requisites in an 
etching. ' ' 

Laurence Binyon. 

34 Landscape with Woman on Muleback. (B. 1) 

Splendid impression from the J. P. F. Kalle col- 
lection. 

NICHOLAS BERCHEM (CLAES BERGHEM). 

Born at Haarlem in 1620. Died at Amsterdam in 
1683. 

"Berchem's handling of the sunlight which envelops his 
figures and shimmers in the delicately etched distance is 
so shining and at the same time so beautifully blended 
that one readily forgives the occasional uncertainty or 
conventionality of the drawing." 

Kristeller, Kupferstich und Holz9chmtt. 

35 The Flock Resting. (B. 10) 

JOHANN HEINRICH ROOS. 

"Johann Heinrich Roos was born at Otterdorf in 
the Palatinate in 1631. It is not known at exactly 

13 



what time he went to Amsterdam, but he was nine 
years old when Julien du Jardin, a historical 
painter, bound him to an apprenticeship of seven 
years. From this first master he passed into the 
atelier of Adrien de Bye, where he perfected his 
talent, which from that time on put him in the rank 
of the most famous painters of animals and land- 
scapes. In 1671 he moved to Frankfort. In 1685 
his house was burned and Roos lost his life in the 
fire. ' ' 

Bartseh. 

36 The Sleeping Shepherd. (B.38) 

RENTER NOOMS (called ZEEMAN). 

1623-1663. 

' ' Zeeman was par excellence the etcher of ships 
as Potter was of horses. In his youth he was a 
sailor, as his name implies, and his love for the 
sea is apparent everywhere in his works. Zeeman 
expressed his accurate knowledge of shipping and 
marine subjects with great force and directness, 
as well as great simplicity and remarkable econ- 
omy in use of lines. Zeeman worked at Berlin, 
London, and Paris, as well as at Amsterdam. He 
was in Paris about the middle of the seventeenth 
century and painted a number of views of the city, 
among them his fine view of Old Louvre. Some of 
these views, including this masterpiece, were etched 
by Meryon, who is greatly influenced by the works 
of the Dutch artist. Zeeman 's etchings are numer- 
ous and comprise Dutch landscapes with canals and 
boats, views of Amsterdam and Paris, and many 
subjects of shipping, seaports, and naval battles." 
W. O. Chapin, Masterpieces of Engraving. 

37 St. Antonis Poort (1636). (B. 125) 

Impression from the Sheepshanks collection, 
British Museum duplicate. 

WILLEM VAN DE VELDE, THE YOUNGER. 

' ' Willem van de Velde, the younger, son and pupil 
of Willem van de Velde, and the best known of the 
Dutch marine painters, was born at Amsterdam in 
1633, and studied under Simon de Vlieger. After 
gaining a certain reputation in Holland he went 
with his father to London and in 1674 Charles II 
granted him a salary of £100 for painting sea 
fights for which his father made the drawings. He 
died in London in 1707." 

Bryan, Dictionary of Painters and Engravers. 

38 Calm. 

Pen and wash drawing. From the collection of 
Rudolph Pelzer. Height, 5% inches; width, 10 
inches. 

A. WILLAERTS. 

"A. Willaerts was born at Antwerp in 1577 and 
distinguished himself as a painter of river and 
canal pieces, coast views, fish markets, and so 
forth. His pictures are usually embellished with 
groups of small figures correctly drawn and han- 
dled with spirit. He died probably in 1662." 
Bryan, Dictionary of Painters and Engravers. 
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39 A Fish Market on the Shore. 

Pen ancl wash drawing. From the collection of 
Eudolph Pelzer. Height, 5% inches; width, 7 
inches. 



ANONYMOUS DUTCH MASTER OF THE 
SEVENTEENTH CENTURY. 

40 A Group of Men Standing by a Tent. 

Pen and wash drawing. From the collection of 
Eudolph Pelzer. Height, 4% inches; width, 6% 
inches. 

ADRIAEN VAN OSTADE. 

"Among the Ge7ire Painters of Holland, Adriaen 
van Ostade holds, both as painter and as etcher, 
the first rank. He was born in 1610 in Haarlem 
and studied art under Frans Hals. At that time 
his fellow-student, Adriaen Brouwer, and later on, 
Rembrandt, had great influence upon his develop- 
ment. Eembrandt particularly influenced him in 
composition. In Haarlem, where his entire life 
was spent, Ostade died in 1685. 

"Scenes from the family and social life of the 
peasants, single types from this class, Ostade repre- 
sented with the entire satisfaction of an artist 
who finds his subject absolutely sufficient and who 
handles his medium with ease and certainty. He 
feels with his models a full contentment in their 
limitation to the narrowest kind of life ; but an all- 
pervading humor never fails in his pictures. 

' ' Ostade treats the technic of etching in a curi- 
ously painter-like manner. He avoids the distinct 
line and the definite contour, he expresses the mod- 
eling with masses of uneven little strokes, and 
shows his figures well lighted against a dark back- 
ground. With his apparently aimless little strokes 
he attains most charming and transparent shadows, 
most wonderful modeling of form and the truest 
expression of texture — more than all, however, he 
attains a warm, soft chiaroscuro, which gives at- 
mosphere and feeling to the representation." 

Kristeller, Kupferstich und Holzschnitt. 

41 Two Men Conversing. 

Pen and wash drawing. From the collections of 
Sir Anthony Westcombe and J. P. Heseltine. 
Height, 2% inches; width, 2 inches. 

42 The Organ Grinder. (B. 8) 

Second state before the vertical lines under the 
right arm. Brilliant impression. From the 
Weber, Straeter and Theobald collections. 

43 The Fisherman. (B. 26) 

Second state before the name of the artist. Splen- 
did impression. From the Alferofif and W. Drugu- 
lin collections. 

"In the Angler the difficulties attempted are less great, 
and there seems little wanting to their entire success. 
Here Ostade's human interest is engaged, and whenever 
this is so he is great. The stationary posture, the mus- 
cular habit of the Angler, with lax body but firm wrist, 
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is perfectly given ; as is the slackening of the lines, the 

indolent gaze of the boy leaning on the rail, and the 

sleepy impression of a still summer day without breezes." 

Laurence Binyon, Dutch Etchers of the 17th Century. 

44 The Spectacle Merchant. (B. 29) 

Second state before the boundary line was 
strengthened. Fine impression with wide margin 
from the Alfred Hubert collection. 

45 The Knife Grinder. (B. 36) 

First state before the dry-point under the left arm. 
Impression with wide margin. 

46 The Pig Killers. (B. 41) 

Second state. Splendid early impression. 

47 The Violin Player. (B. 45) 

Second state. From the J. Burleigh James and 
H. S. Theobald collections. 

CORNELIS PIETERSZ BEGA. 

' ' Cornells Bega was bora at Haarlem in 1620 and 
was a scholar of Adriaen van Ostade. Though his 
pictures are not equal to the admirable produc- 
tions of that master, they have sufficient merit to 
rank him among the most interesting artists of his 
country. His pictures, like those of van Ostade, 
represent Dutch peasants regaling and amusing 
themselves and the interiors of Dutch cottages. 
He became a member of the Guild of St. Luke in 
1654 and died at Haarlem in 1664 of the plague. ' ' 
Bryan, Dictionary of Painters and Engravers. 

48 The Three Drinkers. (B. 29) 

Early state. Splendid impression with wide mar- 
gins. 

49 The Old Innkeeper. (B. 32) 

Fine impression from the A. Coppenrath and Dr. 
Francis Pokorny coUeetions. 

"In technical character these etchings recall the Spanish 
etcher Goya, who was also fond of producing a sharp 
vivid emphatic effect by a similar artificial manner of 
lighting. Not improbably Bega's etchings may have been 
known to Goya and given him a suggestion." 

Laurence Binyon, Dutch Etchers of the 17th Century. 

CORNELIS DUSART. 

' ' Cornells Dusart, a Dutch painter and engraver, 
was born at Haarlem in 1660. He entered the 
Guild of that city in 1679, and died there in 1704. 
He was a pupil of Adriaen van Ostade, whose style 
he imitated with considerable success; although 
not equaj to his master in the richness of his tones 
and the harmony of his effects, his color is clear 
and agreeable, his compositions are ingenious and 
his touch very spirited. ' ' 

Bryan, Dictionary of Painters and Engravers. 

50 The Dancing Dog. (B. 11) 

Brilliant impression. 
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51 The Schoolmaster. 

Pen and brush drawing. Signed C. Dusart. From 
the collection of Rudolph Pelzer. 
Height, 6 inches; width, 8 inches. 



JAN STEEN. 

"Jan Steen was born at Leyden in 1626. His 
father was a brewer of respectable family. He 
displayed an early talent for art and was sent to 
study under Nicholas Knupfer, and from him 
transferred to the studio of Adriaen van Ostade at 
Haarlem. The influence of Ostade is evident in his 
principal work. He completed his studies under 
Jan van Goyen of The Hague, whose daughter 
Margaretta he married in 1649. The details of his 
life are obscure. That he worked hard is proved 
by the number of pictures he has left. That he 
was improvident is proved by the records of execu- 
tions for debt which have been discovered at Haar- 
lem. He died at Leyden in 1679." 

Bryan, Dictionary of Painters and Engravers. 

52 Interior with Three Figures. 

Drawing in sepia with brown washes on gray pa- 
per. A very spirited and vigorous drawing. 
Height, 714 inches; width, 10% inches. 

HENRI BARON LEYS. 

Henri Leys, the famous historical painter, was 
born at Antwerp in 1815 and died there in 1869. 

"Family influence seems to have predestined 
Henri Leys to become an engraver by profession. 
His father was a plate printer and dealer in re- 
ligious prints at Antwerp. He entered the studio 
of his brother-in-law, F. de Braekeleer in 1829, and 
under his direction engraved his first plate. . . . 
His later etchings are of singular technique. They 
are primitive without being savage. They are in- 
timate without vulgarity. They are brilliant with- 
out affectation. ' ' 

Philippe Burty, Gazette des Beaux-Arts. 

53 The Archers. 

Fine early impression from the collection of Sir 
Seymour Haden. 



C. STORM VAN'S GRAVESANDE. 

"Van's Gravesande was born in Breda in 1841, 
but is now a resident of Brussels, whither he came 
in 1868 after completing his law studies the year 
before at the University of Leyden. In quittjng a 
legal career for that of art he had to encounter a 
natural opposition on the part of his family and 
friends, but this did not deter him from devoting 
himself entirely to his new calling. It was Felicien 
Eops, the Belgian etcher, who first suggested to 
him the use of the needle, and who claimed him in 
after days as his pupil, though his instruction 
amounted to nothing more than a long talk on the 
subject. ' ' 

E. A. Bice, C. Storm Van's Gravesande. 
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54 The Maas off Dordrecht. 

(Gravesande Manuscript Catalogue No. 247) 

Artist's proof etching. Signed in full. One hun- 
dred proofs only. 

55 La Jetee de Flessingue. (G. 308) 

First state. 

56 Rue a Terneuzen. (G. 324) 

Artist 's proof etching. Signed with the initials. 

57 Remorqueurs sur la Meuse ^ Dordrecht. (G. 385) 

Artist's proof etching. Signed with the initials. 

58 On the Maros. 

Artist's proof etching. Signed with the initials. 

JOAN BARTHOLD JONGKIND. 

Joan Barthold Jongkind was born at Lattrop, 
Holland, in 1819. About 1846 he went to Paris 
and studied at the atelier of Eugene Isabey. He 
spent his time between France and Holland, and 
exhibited at the Salon, but was more appreciated 
by artists than by the public. In later years he 
retired to Isere, where he died in 1891. 

59 Moulins en HoUande. (L. D. 14) 

First state of three before letters and before the 
slipped stroke. 

60 Le Pont sur le Canal. (L. D. 17) 

61 Demolitions de la Rue des Francs-Bourgeois 

Saint-Marcel. (L. D. 18) 

First state of four before the edges were beveled. 
Dedication proof to Cadart. Signed in ink Jong- 
hind. 

62 Sortie de la Maison Cochin (Faubourg 

Saint-Jacque). (L.D. 20) 

First state of four before lower margin was 
cleaned. 

JOSEF ISRAELS. 

Josef Israels was born at Grbningen in 18-4. At 
first he thought of becoming a rabbi, due no 
doubt to his ever lofty and serious outlook on life, 
but later he became attracted to art and studied 
under Kruseman of Amsterdam and Delaroche 
of Paris. He had but moderate success as a his- 
torical painter. It was only later, in 1855, while 
recuperating at a sea-side resort, that he found his 
true medium of expression — the delineation of 
intimate peasant life and the picturing of the in- 
finitely suggestive country and coast of his native 
Holland. He died in 1911 at The Hague. 

63 Woman with Child Waiting. (Hubert No. 10) 

Artist's proof etching. Signed in pencil Josef 
Israels. 
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64 Evening on the Dunes. (H. 20) 

Artist's proof etching. Sig^ned in pencil Josef 
Israels. 

"Fine impressions of this etching are rather scarce." 

Hubert. 

"In this print too he Itnows how to say everything with 
few lines. And we seem to feel in this tiny space the 
bracing fresh air and the endless stretches of the North- 
ern Ocean." 

Herman Struck, Die Eunst dea Badierens. 



6.> Child in Cradle. (H. 22) 

Artist's proof etching. Signed in pencil Josef 
Israels. 

"All his etchings have the same endearing charm of his 
personal expression. They are artless, childlike — no aca- 
demic regularity, no prettified, lazy-man's execution." 

Herman Struck, Die Eun»t dea Badierens. 



MATTHYS MARIS. 

Born at The Hague in 1839. 

' ' Matthys Maris performs prodigies of labor, 
but is never satisfied; he paints and paints over 
his works endlessly. His little etchings, extremely 
rare and sought after, are his usual subjects, 
dreaming maidens with the towers of a chateau in 
the distance, or landscape with trees, of exquisite 
tone, gray and veiled and mysterious, marvels of 
delicacy of thought and execution." 

Philippe Zilken, The Painters of Holland. 



66 



Paysage avec Bouleaux. (ZUken No. 5) 

Fine impression with wide margin. 



MARIUS A. J. BAUER. 

Born at The Hague, in the year 1867, Bauer 
evinced at an early age his peculiar artistic bent, 
which from the very first made his fancy turn to 
the East. Even when at the elementary school, he 
covered his books and writing-books with Turkish 
soldiers, camels, palms and other oriental subjects 
which he had evidently seen in illustrated books, 
and which his fancy made into complete pictures. 
At the age of sixteen he entered the Academy at 
The Hague, where James Maris and so many other 
Dutch artists had received their education. During 
this time of study he succeeded in repressing his 
love for oriental subjects, and by regularly attend- 
ing the classes acquired a thorough knowledge of 
the art of drawing and painting. From the first 
he distinguished himself by his knowledge of com- 
position, for which his later works have all been 
famous. 

After leaving the Academy in 1888 he made the 
acquaintance of the art dealer and critic E. J. van 
Wisselingh, who highly appreciated his work and 
enabled him to gratify his fondest wish, which was 
to make a journey to the East. Since then he has 
followed his vocation and rendered his impressions 
of the East in numerous works, pictures as well as 
water-colors and etchings. 
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"How admirably are cities and their populace 
rendered by this artist, sensitive, keen-eyed, full of 
the spirit of his subjects, sensing the movement, 
the gesture, the action, and knowing cimningly how 
to give his impressions outward form. Bauer ex- 
presses nothing superficial, nothing conventional, 
but life itself. 

"It is certain that he will not be understood by 
the crowd, for he is far beyond them, but by his 
peers he will be ranked high. In his own country 
the name of one genius is usually mentioned in 
connection with his etchings — Rembrandt. Not 
that these resemble, especially in externals, the 
works of the great master, but Bauer has, like hi:n, 
a certain facility, a certain fertility of invention, 
a certain feeling for color, for gesture, and for the 
picturesque, which recalls the master touch." 

Philippe Zilken, Souvenirs. 

67 Gwalior. (W. 54) 

Artist's proof etching. Signed with the initials. 

"Titles of Bauer's pictures matter very little. He gives 
one genius to the East and obscures the dissimilarities 
of the trites. He shows us the spirit of a city as it is 
manifested in its architecture more than in its present- 
day people." 

T. Martin Wood, Marius Bauer. 

68 Mosque in British India. (W. 62) 

Artist's proof etching. Signed with the initials. 

"Other pictures by Bauer are arranged entirely in a 
minor key. No sort of accentuation interferes with their 
perfect serenity. Out of these silvery mysteries loom fit- 
fully bits of old world architecture, or strange figures 
that affect the brain more as passing thoughts than as 
anything wrought by pencil, chalk, or etching needle." 
A. Tomson, Marius Baiter. 

69 Street in Hyderabad. (W. 79) 

Artist's proof etching. Signed with the initials. 

70 A Turkish Band. (W. 92) 

Artist's proof etching. Signed with the initials. 

"With his assistance we live again through fateful stories 
of love and intrigue ; with his help we stand aside and 
watch processions streaming out of palaces, and mosques, 
or pacing through a narrow street or along some open 
causeway, patterning the sky with spears and banners." 
A. Tomson, Marius Bauer. 

71 Street in Jerusalem. (W. 130) 

Artist's proof etching. Signed with the initials. 

"It is interesting to ask how it is that a Western Euro- 
pean enters into the innermost spirit of the East. Or is 
this East of Mr. Bauer's essentially the East of Western 
imagination — romantic to us because unknown and un- 
fathomable — but as matter of fact as can be to its na- 
tives? One is inclined to believe that to feel the spirit 
of the East one must belong to the West." 

T. Martin Wood, Marius Bauer. 
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72 Funeral in Cairo. (W. 133) 

Artist's proof etching. Signed with the initials. 

"When Bauer takes up chiaroscuro, he is influenced by 
Bembrandt. Prints from the group to which belong 
Elephants, or Funeral in Cairo, repeat in different form 
the problems which fascinate us in Rembrandt's Peter 
and John before the Temple." 

H. W. Singer, Die Modeme Oraphik. 

73 Bachi Harim. (W. 136) 

Artist's proof etching. Signed with the initials. 

74 Festival on the Ganges. (W. 235) 

Artist's proof etching. Signed M. Bauer. 

*'The Festival on the Ganges, too, is bathed in the bright- 
est sunlight, and in it, again, are depicted the throngs of 
bathing natives. The silhouette of the buildings has been 
drawn with splendid mastery, in that everywhere only 
the essentials are given. It should be noticed what sub- 
tle feeling there is in the strokes of the wall, of the cu- 
pola, of the terrace, and of the reflections in the water. 
The tiny figures of the Hindoos, who lose themselves, as 
it were, on the broad mighty steps of the Temple, fasci- 
nate the eye of all who behold. How every connoisseur 
of graphic art must delight in going over every detail one 
by one. What inspiration is there in the composition in 
the foreground to the right with the prows of the slenderly 
built gondolas, whose curved lines afford such a delight- 
ful contrast to the countless horizontal strokes. How 
entrancing is the tiny figure that is balanced so boldly on 
the tip end of the gondola in the immediate foreground!" 
Herman Struck, Die Graphischen Ziinste. 

75 The Procession of the Camel. 

Artist 's proof etching. Signed M. Bauer. 

76 Jeremiah. 

Wash drawing. Signed M. B. The instinctive 
shrinking away of the child from this strange 
prophet with his wild lamentations is indicated 
with marvelous insight. 

Height, 7% inches; width, 11 inches. 

77 Sarid's Army. 

Wash drawing. Signed M. B. 

Height, 6% inches; width, 10% inches. 

"A remarkable gift of Mr. Bauer's is his skill in group- 
ing figures. We can hardly think of a modern artist 
who has this gift to the same extent. Mr. Bauer seems to 
see a whole group of people as a group — not as a collec- 
tion of individuals standing beside each other. This is 
the reason he is so happy in conveying the sense of 
marching forces, of cavalry and movement and of formal 
processions. Few artists have had this interest in and 
knowledge of human movement and so successfully kept 
it subordinate to scenes of wide stretches of desert or to 
the background of tremendous cities." 

T. Martin Wood, Marius Bauer. 

78 Sarid's Army. 

Wash drawing. Signed M. B. 

Height, 6% inches; width, 11 inches. 
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79 The Queen of Sheba at Jerusalem. 

Wash drawing. Signed M. B. 

Height, 10% inches; width, 6^ inches. 

"Any one of his pictures is as complete in its narrative 
as a Balzac story, and in a succession of these the story 
is continued about the same people as with Balzac. A 
great drama is unfolded in these drawings — in the pro- 
cessions from palace to palace, the endless coming and 
going, the horsemen travelling at night." 

T. Martin Wood, Marias Bauer. 
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